, a Dominican composer, was a prominent figure in the classical music scene of the Dominican Republic during the first half of the twentieth century. As a pioneer who fostered the nationalistic musical movement in the Dominican Republic, García sought to create compositions that sounded authentically Dominican. Garcia accomplished this goal through his piano works, which are distinctly expressive, and abridged compositions exhibiting beautiful lyrical melodies and attractive rhythmic qualities.
According to many historians, merengue was present as early as the foundation of the country in 1844. 7 Due to its long history, merengue experienced many transformations:
"Originally, merengue was played with a guitar ensemble, the güira (resembling a cheese grater), the tambora drum, and the marimba (a bass instrument). In the 1870's, German immigrants introduced the accordion, which later replaced string instruments. The latter style, played with güira, tambora and accordion, is known as perico ripiao, or merengue típico. Today, the modern style of merengue típico incorporates the saxophone, and the electric bass has replaced the marimba."
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The distinctive rhythm that the tambora drum and the güira create together is the essential character of this dance. These works display a traditional harmonic language and form.
Capricho Criollo no. 1 and no. 2 (Dominican Capriccio no. 1 and no. 2)
In Latin America, the term criollo often is defined as something that has a native quality. 12 García added the word criollo, best translated as "Dominican," to many of his compositions with the purpose of transforming long-established western forms, such as the capriccio, into a more popularized and Dominican version. García's Capricho Criollo no. 1 and no. 2 display various syncopations and changes of rhythm that bring together the whimsical and fantastic character of these pieces (Figure 1 ). According to García, the term "dance" that has been applied to many piano compositions is in a certain way "improper" since they are not intended for dancing purposes. 13 In his writings García mentioned that he added the word criollo in order to distinguish his stylized dance compositions from actual dancing music. 14 In total, García composed eight Danzas Criollas The form of this piece closely resembles the merengue dance structure. Traditional merengue has three parts: the paseo (the walk), which is a slow section that serves as an introduction in which couples walk to the stage; el cuerpo or merengue (the body), which is when the couples dance to an upbeat and syncopated rhythm; and jaleo, which serves as an ending or coda to conclude the dance and in which syncopations are further displayed. Besides using the structure of merengue, this piece also mimics some rhythmic elements from the tambora drum (Figures 6 and 7 ). Overall, in his Yo me Enceleré, García's style displays highly developed pianistic writing.
The use of double sixths, octaves, and different layers make this work more elaborate and challenging. Instead of using lyrical melodies, García relies on motivic arrays to construct his musical ideas. 
Sambumbia (Dominican Rhapsody)
In the Dominican Republic, "sambumbia" refers to dishes in which the ingredients do not necessarily go together and can create unique or unpleasant taste. In his piece Sambumbia No. 1, García depicts this idea by combining several Dominican dance forms that may not usually be combined into one piece. Sambumbia is not only the title of this composition, but it is also a new musical form that García created. "In order to combine effectively the several dance-forms, he [García] originated a new form, known as the Sambumbia." 16 The loose form of this piece enhances the rhapsodic character and effectively integrates the various themes, sections and dances. In contrast to the previous pieces, Sambumbia has a more impressionistic quality. It features modal harmonies and added-tone chords such as quartal, secundal and other sonorities ( Figure 9 ). Moreover, throughout this piece, the meter changes constantly. This landmark piece displays García's advanced and modern compositional techniques of his second period. Figure 9 . Sambumbia, mm. 142-154. 16 Coopersmith (Figure 10 ). García introduces many chromatic and modal harmonies that will be present in the other movements of the suite (Figure 11 ). Sections B and C are made up of highly chromatic melodies and harmonies (Figures 13-14) .
These features stand out against section A since they create a more moving and intense nature. IV. Areito. Areitos were the dances and songs of the Taínos and were used for ceremonial acts to recount important events or feasting. 20 The fast tempo and climatic points contribute to the aliveness and ritualistic character of this dance. With the numerous accents, sforzandi, and marcato indications, this movement is reminiscent of Bartok's music, especially his Allegro Barbaro ( Figure 16 ). Areito quotes two excerpts from the first movement Invocación a Louquo and ends with the opening passage of the suite. II. Incoherencia (Incoherence) is a short movement that contains intriguing phrases and motifs that together create its frantic character. The interplay between legato and staccato articulation as well as the sudden rallentandos, exemplified in the opening phrase, also contribute to the eccentric quality of this movement (Figure 19 ). IV. Scherzo, playful and light in character, is one of the two movements written in a specific key, G major. Although it starts and ends in the key of G major, within the piece García uses chromatic and colorful harmonic progressions as displayed in section B (Figure 21 ). VI. Merengue. Similar to the merengue dance Yo me Enceleré, García uses the three-part structure of the traditional merengue dance: the paseo (the walk), cuerpo (body) and jaleo as a form for this movement. He also borrows some of the rhythmic patterns from the tambora drum of the merengue (Figure 24 ). Combined with quartal and quintal sonorities, polychords, and added tone chords, García creates an unconventional and unique presentation of this dance. In Latin America, the term criollo often is defined as something that has a native quality. García added the word criollo to many compositions, representing their Dominican origin and distinguishing them from the long-established western forms. In these first two capriccios, the syncopated rhythms accentuate the criollo facet.
Quisqueyana: Capricho (Capriccio)
Quisqueya was one name the indigenous people, the Tainos, used for the island of Haiti and the Dominican Republic. This piece could have been inspired from the traditional folk dances sarandunga and mangulina. Although both dances are in 6/8, sarandunga has a slower character, while mangulina is more energetic. The interaction between both dances creates an engaging contrast.
Recuerdo Grato: Danza Criolla (Grateful Memory: Dominican Dance)
According to García, the term "dance" that has been applied to many piano compositions is in a certain way improper since they are not intended for dancing purposes. In his writings he expressed that in order to distinguish his stylized dance compositions from actual dancing music, García The form of this piece closely mimics the traditional three-part structure of the merengue dance:
the paseo (the walk), which is a slow section that serves as an introduction in which couples walk to the stage; el cuerpo or merengue (the body), which is when the couples dance to an upbeat and syncopated rhythm; and jaleo, which serves as an ending or coda to conclude the dance and in which syncopations are further displayed. Overall, this elaborate, challenging and exciting work borrows rhythmic patterns from the merengue dance and displays a more developed pianistic writing.
Ruego: Vals al Estilo Criollo (Plea: Dominican Waltz)
This romantic piece, reminiscent of Chopin's waltzes, displays highly expressive harmonies by using dissonances and chromatic passages. Although inspired by western waltzes, García brings this piece to Dominican grounds by adding syncopated rhythms.
Sambumbia (Dominican Rhapsody)
Sambumbia is the pivotal piece in which García uses impressionistic harmonies and a looser form.
In the Dominican Republic, "sambumbia" refers to dishes with ingredients that do not necessarily go together and can create unique or unpleasant combinations. In his rhapsodic piece, García depicts this idea by combining several Dominican dance-forms.
Fantasía Indígena para Piano (Indigenous Fantasy for Piano)
Fantasía Indígena para Piano is a suite of four movements inspired by the Taínos, the natives that once lived in the Dominican Republic. Although there is very little surviving evidence of what their lives were like, it has been speculated that their music included the use of pentatonic scales and chromaticism. In addition to those musical elements, the titles of each movement, which are based on the Taínos culture, enhance its programmatic overtone.
Suite de Impresiones (Suite of Impressions)
A six-movement suite, Suite de Impresiones is one of the most advanced and modern works of García, displaying a rich and complex harmonic language. García creates interesting textures and sonorities by exploring the different registers of the piano as well as using various types of articulation to create different effects. The suite's unifying element is that the note B appears in the last chord of each movement.
Suite para Piano (Suite for Piano)
Written between 1946-1950, Suite para Piano is one of the last works that García composed for piano. Dedicated to the Dominican pianist Vicente Grisolía , this cycle represents García's final style in which he consciously abandons tonality and embraces a free atonal language.
The four short movements alternate between slow-fast-slow-fast.
V. IMPACTS AND OUTCOMES
As a Dominican-born pianist, I believe it is my obligation to uphold Dominican classical music for audiences worldwide. This project calls for the attention of both musicians and audiences to the piano works of Juan Francisco García. This recording positions me as an active advocate and interpreter of his piano music both in the United States and also in the Dominican Republic.
Following this project, I will continue my efforts to discover and promote Dominican piano music, featuring it in solo and lecture recitals in my home country and the United States. I also intend to create critical editions of unpublished Dominican piano works and make subsequent recordings of other Dominican composers whose music has not been recorded.
